I am interested in the design of two scenes, in particular
animal tales, would seem to indicate that the body of African mythology and folk tales has been car ried over in even less disturbed fashion than has hitherto been considered the case.xii From these prominent sites, the filmmakers construct archetypes for gendered resistance. Malcolm X, as the proto typical male militant, confronts a white power structure and is tragically murdered -yet leaves a triumphant legacy on anti colonialist activism. Nana, a survivor of long hard years of struggle in the American south, remains a source of reason and spiritual sustenance for a multigenerational cast of rela tions, with her oral histories of the passage from Africa and before. Resisting audiences recognize these archetypes and read them against a backdrop of locations familiar to African American collective memory.
Myth, Matriarchy and Motion in Daughters of the Dust
Call on those old Africans, Eli. They'll come to you when you least expect them. They'll hug you up quick and soft like the warm sweet wind. Let those old souls come into your heart, Eli. Let them touch you with the hands of time. Let them feed your head with wisdom that ain't from this day and time. Because when you leave this island, Eli Peazant, you ain't going to no land of milk and honey.xiii This passage from the screenplay describes ties between the ancestral homeland of Africa and the here and now of the United States. Conflicts between the past and pres ent are a source of vexation for nearly all the characters in the film, illustrating the dual consciousness of African-Americans noted by Du Bois and many others. A trope of fluid motion is invoked in the preceding scene by a group of female dancers at the beach, which the camera records at intervals while Eli and Nana converse. I aim to show how motion, character and images of Africa function mythologically in this scene, by appealing to ideologies and practices familiar to African American vernacular.
The scene strengthens the association between the Gullah Islands site and Afrocentric authenticity. The first image in the scene shows Nana in the family graveyard, where she is joined by Eli. Nana is surprised by his appearance, and this spectacle is followed quickly by a glimpse of adolescents on the beach who are singing and dancing. The conversation between Eli and Nana quickly takes a tone that foregrounds generational differences. Because the movie is set at a liminal point before the "Great Migration" of black people northward, there is tension around the issue of leaving the South. As an elder, Nana is concerned about how these changing events will affect everyone. With the pastoral symbol of a "chew stick" in her mouth, she quietly muses while sitting in the graveyard, until Eli speaks. Just because we're crossing over to the mainland, it doesn't mean that we don't love you. It doesn't mean we're not going to miss you. And it doesn't mean we're not going to come home and visit with you soon.x iv Nana responds humorously, reacting to his grin. She calls him a "goober-head," then reflects quietly on the distinction between African "goober" and American "peanut." Then Eli hands Nana chewing tobacco, which Nana takes from him, commenting: " ... your grandaddy Shad didn't like to see a woman chewing tobacco."x v Even Nana is silent as she con siders the changes in custom that have come over the years. She mentions the need for the living to "keep in touch with the dead." Then, the camera returns briefly to the girls on the beach, who are spinning with one girl in the center, reminiscent of traditional African dance. The theme of establishing conti nuity between the young generation and ancestors is enforced by Nana's parallel commands to Eli: "Respect your elders!
Respect your family! Respect your ancestors!"x vi
The topic in the conversation changes suddenly, when Nana realizes that Eli is concerned about his wife Eula, who is pregnant by either a rapist or by Eli. Eula has not revealed the identity of the rapist, to protect her husband from risking his life by seeking revenge. Nana tries to reassure Eli with the wisdom of an elder. The stage directions are bracketed in the following passage:
Eli, you won't ever have a baby that wasn't sent to describes it as a spiritual possession) . Nana's final speech expresses her conviction that not only are the Africans willing to come to Eli's heart, but he will need them often, in a land without "milk and honey" for its African-American citizens.
Considered as a whole, this scene is energized by an aesthetic related to its Africentric, feminist ideology. I will try briefly to review the portrayal of Nana, Eli, and the dancing chil dren in relation to more customary big-screen practices. The coalescence of techniques in this scene insures that "spaces of agency exist for Black people, wherein we can both interrogate the gaze of the Other but also look back, and at one another, naming what we see."xx ii Nana appears in the scene as an Afrocentric matriarch, a contrast physically and behaviorally to the types presented by Hollywood for this role. Nana is slender, and there are no whites on the scene to demand subservience. She is not Christian and does not seek other-worldly redemption as an escape from earthly oppression. She is strong but not emas culating; Eli's challenge to her authority in the scene is not met with a show of superhuman determination. As we watch her throughout the film, she becomes a symbol of African survivals -the dust pours from her hand, in a reference to the title; she is criticized by others for her belief in the old ways but retains her beliefs; her connection to the great-grandchildren as well as her own elders is reinforced by the editing during the scene with Eli.
Feminist constructs are inscribed in the scene as well, particularly in the idealized relation of Nana to the elders and her superior wisdom in providing a solution to Eli's dilemma. Nana's close relation to the elders solicits identification among audiences who desire images of African-American resistance. Close-up shots frame Nana against the faded background of the woods throughout the scene, as she calmly reasons with the less composed Eli.
While Eli is choosing to leave his still-living relatives, Nana retains ties to deceased ancestors. Within the narrative · frame of the scene, Eli disrespects both his wife and his elders with his insistence that: "When I look at her, I feel I don't want her anymore."xx iii Nana's gentle reminder that Eula was never his property provides further feminist critique of male sexism. A brief review of this scene demonstrates the transfor mation of the Muslims into a virtual military force representing the massive crowd of demonstrators, who are angry but lack the discipline to respond effectively to assaults like the one on Brother Johnson. This notion is initiated by an "anonymous" street discussion. where the camera whizzes back and forth between several people conversing about the assault and the likely response:
There was a scuffle The brother was just watching And the cop came, said move on The brother didn't move fast enough for the ofay I mean [nightstick sound] the brother wasbleeding like a stuck hog So what you gonna do -you'll rap a little. He was a Muslim, but you ain't gonna do nothing but make a speech Muslims talk a good game but they never do nothing unless somebody bothers Muslims. During this exchange, the camera moves rapidly between the speakers, blurring to indicate motion. Afterward, Malcolm is framed for a moment, then the scene cuts to the three Muslim brothers walking up the white spiral staircase to the precinct. Malcolm becomes the voice for the unruly but powerless crowd of people who have witnessed another unjust beating of a black man by a white police officer. 
